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WELCOME! 

To the Wits Film and Television CILECT-CARA Congress for 2018 
titled: “The Politics and Poetics of the Practices of Film.”

It gives us great pleasure to have the opportunity to host this regional 
conference of CILECT; the International Association of Film and 
Television Schools which consists of over 180 member-schools 
globally. 

CILECT is committed to developing and promoting the highest 
standards of education, research and training for film, television 
and related media through establishing and organizing global 
and regional forums for the exchange of artistic, pedagogical, 
methodological and managerial best practices for all its members. 
(CILECT Statement, http://www.cilect.org/)

CILECT African Regional Association (CARA) is the regional 
association of the CILECT member schools in the African Region 
which is chaired by Garth Holmes and co-haired by Marcellin Zannou.

“The Politics and Poetics of the Practices of Film” conference is an 
opportunity for film practitioners and pedagogues to come together 
to actively engage in discussion about topics that inform film 
practices and film pedagogies particularly as it relates to matters 
on the African continent. Central to this particular conference-
focus is a consideration for how artistic research can be identified 
as a process-driven mode of film practice that shifts the pedagogy 
from a product-driven imperative to one that encourages film to be 
understood as a research mode. 

We have had the opportunity to edit a special edition of Journal of 
African Cinema: Filmmaking as research: Pedagogy and Practice 
(Vol 9, Nos 2 and 3) which poses discrete questions with regards to 
how practice informs research and/or how research informs pedagogy. 

The special edition journal will be launched at this conference as a way 
to frame some of the initiating questions that have been posed through 
these contributions. 

The conference further draws in strategies for script pedagogy, the 
role of digital platforms in teaching content production and invites an 
examination of how the specificities of African histories and lived-
experiences might inform the development of content and further 
inform approaches to teaching and learning.

We have called this conference The Politics and Poetics of the 
Practices of Film to emphasise film practice as research which 
embraces the politics and poetics of expression in various film forms.

Jyoti Mistry and Tanja Sakota, 
Johannesburg, April 2018

Jyoti Mistry makes films and is Professor at the University of the 
Witwatersrand, Johannesburg in the Wits School of Arts. In 2016 she 
won the prestigious CILECT International Teaching Award from 180 
member film schools globally. 

Mistry has been an invited guest to teaching institutions internationally 
and to artist in residence programmes in New York City, at California 
College of Arts (San Francisco), SACATAR (Brazil), and NIROX 
Foundation (Johannesburg) and was a visiting scholar at the HFF 
Konrad Wolf Film School in Babelsburg (Germany). In 2017, she 
completed a successful artist in residence at the Netherlands Film 
Academy, Amsterdam University of Arts with two exhibitions at the 
EYE Film Museum and a publication on artistic research in film. 

In the European summer of 2018, Mistry will assume the position 
Professor in Film at Valand Academy, University of Gothenburg, to 
advance artistic research projects in film practices. 

Her books include: “we remember differently: Race, Memory, 
Imagination” (2012) a collection of essays inspired by her film which 
explores the complexity of racial identity in South Africa, published by 
UNISA Press. “Gaze Regimes: Films and Feminisms in Africa” (2015) 
published by Wits University Press. Her most recent publication: 
Places to Play: Practice, Research, Pedagogy (2017) explores the 
relationship between artistic research in film in this triad relationship 
and, considers its impact in film programmes in Arts Schools and 
historically defined film schools. 

Tanja Sakota, has lectured at Wits University since 1999.  During 
this time she has also been a guest lecturer at ARCADA Film 
School in Finland, International Film Academy of Bologna in Italy and 
Syracuse University, New York, United States and the University of 
Johannesburg, South Africa.  

After graduating with a BA in Dramatic Art and winning the Edgar 
Bold prize for the top Television student, Sakota started working in the 
Television industry as a Scriptwriter, Trouble-shooter and Director. 
Since joining Wits, Sakota has taught in the Documentary and Fiction 
courses in both the undergraduate and postgraduate programmes. 
She is Chair of the School Ethics Committee and she has represented 
the School of Arts at the Faculty Human Research Ethics Committee 
(Non-medical) since 2009. After receiving her PhD, Sakota 
coordinated the Film and Television postgraduate programme from 
2009-2014.  Thereafter, from 2015 – 2017 she served as the Head of 
the Film and Television Division.

Sakota’s research has focused on the representation of conflict in 
different media, including the breakup of the former Yugoslavia, 9-11, the 
War on Terror and the Rwandan Genocide.  Her article “When the Past 
Talks to the Present: Fiction Narrative and the ‘Other’ in Hotel Rwanda” 
published in Critical Arts, Vol 27 (2): 211-234 examines some of the ideas 
explored in her PhD.  This year (2018) Sakota is on sabbatical where she 
is conducting field research for a book project.  The research involves 
autoethnography and how one can access the past and the memory of 
traumatic events through location, landscape and political identity. 



GEOGRAPHY-SPACE-HISTORY 
In this conference we have paid specific attention to the geography 
and histories of the city of Johannesburg. We have been inspired by 
the topics and content of each day’s schedule and hope that these 
provocations of each of the spaces itself enhances the dialogue 
between the content of the panels and its spatial context.

Each venue aims to strategically encourage thought and reflection 
on how we are located both geographically and historically in the 
pedagogies we are involved with. We hope it generates a context for 
discussion about identity, location, history and film practice.

The conference will take place in the following locations:

UNIVERSITY OF THE WITWATERSRAND 
At the Wits Club
Use Entrance 7, Yale Road Entrance

Wits University is situated across multiple campuses across the 
Northern areas of Central Johannesburg. It is considered the 3rd 
oldest university in South Africa, founded originally as the South 
African School of Mines in Kimberly in 1896. 

Wits encourages the advancement of knowledge through free and 
open debate.

University of the Witwatersrand, Great Hall

Wits Club

CONSTITUTION HILL
11 Kotze St, Johannesburg

Constitution Hill was formerly the site 
of a fort which was later used as prison 
complex. Today it is the home of the 
Constitution Court. Its eclectic mix of 
old and new is a space that reminds us 
of South Africa’s dark and turbulent 
past as well as providing hope for a 
democratic and just future.

MUSEUM AFRICA
Lilian Ngoyi St, Newtown, 
Johannesburg

This vibrant space is located in the 
former fruit and vegetable market 
section of the city. The museum 
houses diverse and sometimes seldom 
exhibited cultural pockets of the history 
of indigenous African cultures. It sits 
alongside the Market Theatre Precinct 
and is in within walking distance from 
The City Lodge Junction Hotel.

The Constitutional Court The Old Fort and Prison

Museum Africa The Market Theatre



DAY - 11 APRIL, WEDNESDAY TIME ACTIVITY 
WITS CLUB 8h00 Shuttle from City Lodge to Wits campus, Wits Club 

8h00 - 8h30 Coffee and registration 

8h30 - 9h00 CARA Chair Welcome: Garth Holmes. Welcome: Jyoti Mistry and Tanja Sakota 

9h00 - 10h00 Stefan Winter and Fee Altmann - “From the arena to shared open spaces: art’s poetic 
contribution to societies of mutual respect”

10h00 - 10h15 Break

10h15 - 11h15 Launch: Journal of African Cinema: Filmmaking as Research: Practice and Pedagogy  
Panel presentation with contributors 

11h15 - 12h15 Kalle Boman “Putting an idea at the centre” – The Square as a Case Study 

12h15 - 13h00 
13h00 - 14h00

Walking tour of Wits campus 
LUNCH at Wits Club 

14h00 - 16h00 Damon Heatlie  - “Idea or Premise? Finding the right approach to starting a screenplay”
Kenneth Kaplan - “Circle of Conflict: Creative problem-solving for writing the dramatic scene” 
Deb Kamal Ganguly - “Narrative Cinema as a ‘Spatial Form’: Pedagogy towards Found Fictions, 
Embedded in Places”

16h15 Shuttles depart from Wits Club to City Lodge in Newtown 

CITY LODGE 16h30 Cocktail reception at City Lodge

STER KINEKOR 18h30 Screening: The Square (Ruben Ostland), followed by discussion

DAY - 12 APRIL, THURSDAY TIME ACTIVITY 
CONSTITUTION HILL 8h00 Shuttle from city lodge to Constitution Hill 

8h30 - 10h15 Shmerah Passchier and Shameelah Khan - “Towards Afrofuturist women filmmakers in Virtual 
Reality 360 Cinema Collaborating on the integrated Circuit” 
Nobunye Levin - “A Cinesonic Triptych”

10h15 - 10h30 Break 

10h30 - 12h00 Akietou Serah - “Film Design in Local Realities”
Sudipto Acharyya - “The Deeply Personal is Deeply Political: New Voices in Women’s 
Documentary Praxis from Indian Subcontinent”

12h30 - 12h50 
12h50  - 13h20
13h20 - 14h20
14h20 - 14h40

Tanja Sakota provides workshop briefing
Lunch 
Tour of Constitution Hill 
Ti-Chi

14h45 - 17h30 The Politics of Remembering workshop with Tanja Sakota 

STER KINEKOR 17h30 - 17h45 Shuttles depart from Constitution Hill to Cinema at Newtown Junction 

18h30 SCREENING: Strike a Rock (Aliki Saragas), followed by discussion 

20h30 Dinner at the Potato Shed in Newtown Junction
DAY 13 APRIL , FRIDAY  
MUSEUM AFRICA 8h00 WALK From City Lodge to Museum Africa 

8h30 - 10h00 Chike Maduegbuna: Afrinolly - “Human Trafficking from the lens of Survivors”
Richard Ndunguru - “Film For Social Intervention” 

10h00 - 10h15 Break

10h15 - 11h45 Dylan Valley - “The Foxy Five web series: “Woke” politics and participatory culture.”
Chike Maduegbuna and Tanja Sakota - Film School Network: Platform presentation

11h45 - 12h15 Conference Debriefing 

12h15 -  LUNCH

12h15 - 14h00
14h00 - 5h00

CARA meeting – working lunch for CARA members Chaired by Garth Holmes
Film School Network meeting collaboration with Goethe Institute Chaired by Katarina Hedren

15h00 Conference Ends

 

PROGRAMME: CARA- CILECT CONFERENCE (11 – 13 APRIL 2018)



Director of the Adrian Piper Research Archive Foundation Berlin, she 
led the reorganization of the archive. As its Director, she supervised 
and managed all projects.

Research interest: practice and logics of the arts as cultural practice; its 
methods, strategies, potentials and esthetics of interrogation, investigation 
and interaction with diverse fields of society; transdisciplinarity; analysis 
of artistic practices regarding their artistic research potentials; process of 
institutionalisation of artistic research practices; educational and funding 
policy in Europe toward artistic research processes.

Stefan Winter, philosopher and author, visiting professor for artistic 
research, theory and practice of esthetics, and history of knowledge at 
Filmuniversität Babelsberg. PhD in 1991, habilitation in 2007; research 
and teaching at universities and art schools in Basel, Braunschweig, 
Berlin, Düsseldorf, Helsinki and Perugia; numerous publications on 
all epochs in the history of knowledge and on present-day questions 
across the disciplines.

“The red thread running through my spheres of work is my understanding 
of philosophy as a bridge connecting arts, sciences, humanities and 
technology development. While the self-conception of sciences and 
humanities is about to change significantly, the knowledge of the arts is 
appreciated in a new way. This shift implies the chance of a dialogue on eye 
level and fosters a stronger role of the arts within society.”

STEFAN WINTER AND FEE ALTMANN
From the arena to shared open spaces: art’s poetic 
contribution to societies of mutual respect

In our digitalized world, societies change rapidly in all their areas 
and strata: in their knowledge cultures and their economic systems, 
in their media landscape and their social fabric, to name just a 
few. In many respects, our current situation can be compared to 
a turbulent flow. We face an open, unknown future that is not 
structured in advance by the laws of what has been - breaks and 
leaps give rise to the New and open unanticipated spaces. This 
profound transformation asks for analysis, orientation and design 
- giving form to what is still amorphous and yet demands to be 
shaped. Art, in the sense of artistic research and artistic knowledge, 
is indispensable here in its contribution.

In our European tradition, we see three cultures of knowledge: 
science, art and technology. In the course of history, time and again 
the criteria for what was considered to be knowledge changed, 
along with the relation between the knowledge cultures. Today, arts, 
sciences and technologies are entering into a new constellation where 
they have the chance of new productive dialogues between them on 
eye level. As the scientific self-conception is about to change, artistic 
research is about to insist on its own criteria, its own languages, its 
own tools and methods.

On the one hand, artistic research analyses social processes and 
structures, questions ways of thinking and behaving, of perception 
and desire. And it also reflects on the artistic means and media. On 
the other hand, artistic research opens up new spaces, uncovers 
new horizons, creates new layers of meaning, and drafts new ways 

of being in the world. It orients itself while walking and comprises 
a reflection that enters into dialogue with other views and inspires 
courage to invent oneself by tracing one’s own trace. 

In this movement, artistic research is „poietic“, as it brings forth what 
hitherto was not existing - in the sense of the greek verb poiein -, and 
it is poetic, as it is productive in artistic ways. In both respects, artistic 
research is political, as it intervenes in the proceedings of society 
throughout its whole area. As artistic research constantly articulates 
itself with the unknown and thinks in scenarios, it also builds a basic 
knowledge of how to move in complex systems. It can share this 
navigation knowledge, and in doing so, artistic research underlines 
its openness to cooperate with science and media technology 
development. If they connect their knowledge in a balance and in 
mutual respect, they can assume their responsibility in society and for 
society in a more efficient way.

This whole constellation becomes particularly evident in film. The 
transformation of film processes, on the one hand, exemplifies the 
current economic, technological and social changes. On the other 
hand film, by building its imageries and narratives, drafts orientations 
and shapes cultural as well as individual identity. In this interplay, 
artistic research in film practice can work on the big picture in which 
it is inscribed. A big picture, in which we do not yet see a „multipolar“ 
world, but still a unipolar world that is no longer eurocentric, but US-
centric in its structures, and namely in the film sector. Societies are 
increasingly adopting neoliberal paradigms, in which societal cohesion 

vanishes and society itself decomposes into atoms. Medial stagings, 
imageries and narratives, self-images and strategies of behaviour are 
all elements of this set-up. Win-lose is the game of the day that often 
delivers a lose-lose result.

In contrast, artistic research projects other ways in which individuals 
form their multi-layered, variable identity in constant interaction with 
others. In its poetic imageries and narratives, artistic research can 
open new relationships with the world and win-win-strategies in the 
horizon of society. These are elements required on the way towards 
a logic of the heterogenous, where the perspective that the other 
brings in triggers curiosity and enrichens dialogues. And this applies 
to the differences of gender and of cultural traditions as well as to all 
other fields where heterogeneous groups negotiate and renegotiate 
their shares in mutual respect.

Fee Altmann, art historian and curator, managing director of the 
Institute for Artistic Research at Filmuniversity Babelsberg KONRAD 
WOLF. Fee holds an M.A. in Art History, German Literature and 
Italian Philology from Friedrich-Wilhelms-Universität, Bonn. She 
worked for the Bureau des Arts Plastiques, a curatorial office at the 
French Embassy; she was administrative director and art appraiser at 
the Berlin office of Philips, de Pury & Company, deputy director of 
the gallery M:A Contemporary in Berlin and consultant to emerging 
artists and galleries on the international art market. As Deputy 



JOURNAL OF AFRICAN CINEMAS: 
Filmmaking as Research: Pedagogy and Practice 

Historically, the canons involved in film analysis and film practice have 
existed as separate entities, which at certain points converge to initiate 
debates and discussions around theoretical ideas and production 
processes.  As questions around curriculum transformation and 
pedagogy continue to feed current debates, there has been a clear 
shift towards examining film training as part of film language, film 
research and the production of knowledge.  

Journal of African Cinemas: Filmmaking as Research: Pedagogy and 
Practice.   will be launched at the CILECT CARA conference on 12 
April 2018, offers a critical interrogation of this form of research.  In 
the introduction to the special edition Mistry and Sakota write:

“film is not simply to be read as a vehicle for content or that film 
schools put professional training (industry) before culture. Rather 
it is a matter of addressing how film as a language is not only about 
content and spectatorship but one where the instrument  (film) is 
the vehicle for and of research itself”.  

What we aim to achieve through this special edition of Journal of African 
Cinemas is to foreground current political debates concerning curriculum 
transformation, decolonizing education and to question pedagogies 
in film education that shape and inform the production of content in 
film training.  It is important to note that this interrogation offers an 
engagement with theory and practice and explores artistic research in 
film practices both in one’s own practice and in teaching practices of film.  

Scholars in the field have started to address these issues with reference 
to creative arts practice in general, however, there is a growing need 
and urgency to radically address and extend how filmmaking process 
can be used as a tool for knowledge production that extends beyond 
passive modes of teaching and learning. 



Jyoti Mistry and David Andrew 
Pedagogies and practices of disaffection: Film 
programmes in arts schools in a time of revolution

Tanja Sakota 
Point of view: engaging with history 
and memory in the classroom

Linda Sternö and Klara Björk
Redirecting the gaze: Film education 
in an individualistic era

Liani Maasdorp
Learning, growing and making films in a diverse setting: Collaboration and 
reflection in a community-engagement video training programme

EDITORIAL:
Jyoti Mistry and Tanja Sakota

JOURNAL OF AFRICAN CINEMAS: 

Vol 9 Nos. 2 and 3 



Jan Nåls
The changing cinema spaces of Accra: Fragmented 
spectatorship and the loss of empathy

Nikki Comninos
Practice-led research: Home video 
and the autobiographical self

Nduka Mntambo
Thinking through the visual: Cinematic practice as a 
productive site of epistemic inversion



KALLE BOMAN 
“Putting an idea at the centre” – The Square as a Case Study

The development for a film might not necessarily be the impulse to 
tell a story or a narrative but a deeply felt political and social question 
that is posed by a filmmaker. In this presentation, the central idea of a 
film is traced from the initial installation concept which was the site of 
an artistic and social experiment. The process of the film idea and the 
impetus for the film The Square directed by Ruben Östlund forms the 
basis of this presentation. 

Instead of interrogating the story structure or a desire to explore 
the characters, the presentation looks at how various research, 
exploratory and creative strategies informed the development of the 
film that went on to win the 2017 Palme d’Or. The approach recounts 
the process in developing the film and the art installation ideas that 
informed the central motif in the film.

Kalle Boman has worked at Valand Academy since 1990’s as teacher 
and professor, and is today a senior adviser. He began in his youth as 
stagehand at Stockholm City Theatre in 1962. Later he was employed 
at Europa Film 1964 - 1970, where he worked as director’s assistant, 
editor and project manager. He has worked in his own productions 
company since 1971 (Hinden/Lännaateljéerna). Through the years he 
has collaborated with internationally rewarded directors and artists 
as Bo Widerberg, Roy Andersson, Marie-Louise Ekman, Ruben 
Östlund, Ernst-Hugo Järegård, Karl Duner, Björn Lövin, Lene Berg, 
Charlotte Gyllenhammar, Miriam Bäckström, Felix Gmelin, Gabriela 
Pichler among others. In 2013 he received an honorary award at the 
Swedish film awards. 

THE SQUARE (Ruben Östlund, 2017)

Synopsis: 
Ruben Östlund and producer Kalle Boman entered an installation 
into the Vandalorum Museum in Värnamo in 2014. In their artists’ 
statement, they wrote “The Square is a sanctuary of trust and caring. 
Within it we all share equal rights and obligations”. 

The film follows the unfolding disaster when a curator hires a public 
relations team to build some buzz for his renowned Swedish museum.

Ruben Östlund is a Swedish film director and screenwriter. He started 
as a director of skiing films in the 1990s, and eventually went on to study 
at the film school in Gothenburg, from which he graduated in 2001. His 
films Force Majeure (2014) and The Square (2017) were both critically 
acclaimed and won awards at the Cannes Film Festival, including the 
Palme d’Or for the latter. He is the co-founder with film producer Erik 
Hemmendorff of Plattform Produktion and currently appointed as 
creative director at Valand Academy, University of Gothenburg.

STRIKE A ROCK (Aliki Saragas, 2017)

Synopsis: 
Strike A Rock is the story of two South African mothers and best-
friends, Primrose Sonti and Thumeka Magwangqana. They live in 
Nkaneng, Marikana, an informal settlement in rural South Africa that 
sprung up around a mine operated by Lonmin Plc, the third largest 
platinum-extractor in the world. This company has significant legal 
obligations to the community that they mine under and around, but 
does not comply with all their responsibilities. This community became 
internationally known after the 2012 Marikana Massacre, when 37 
striking mineworkers were killed by police. 

Aliki Saragas, a South African documentary filmmaker and 
photographer based in Johannesburg. After completing her MA 
in Documentary Arts at the University of Cape Town cum laude, 
she started her own documentary production company, Elafos 
Productions, to champion women’s stories.



MEMORY AND MONUMENT WORKSHOP
Facilitated by Tanja Sakota
The Politics of Remembering

Brief:
Day 2 takes place at Constitution Hill which is the setting for a 
workshop on memory and a filmic response to monuments in the 
context of memory-making. During the day there will be a one-hour 
guided tour that contextualises the history and the recent renovation 
of Constitution Hill. During the tour, you will be encouraged to take 
still photographs using your phone that will serve as the material for 
making of a short film project. 

During the workshop you will be working in groups and you will be 
assigned a student editor. The workshop is structured around the 
immediate vicinity of Constitution Hill. 

For the workshop project, you will be required to choose a location 
within Constitution Hill or a landscape within its environs which 
activates a personal, political or cultural memory. Using the still 
images gathered during the tour and in your preparation with your 
group, decide on a single conceptual approach. You are encouraged to 
consider a detail in this context that is evocative or provocative for you. 
Note that focusing on a detail does not necessarily imply close-ups or 
extreme close-ups but rather a detail in the space that you have found 
relevant or challenging. Strategies that you might consider working 
with include (but are not limited to); the long take, staging (tableau 
vivant) or interrupting the provenance of the landscape/monument 
with something that offers commentary, observation or critique. You 
may also use signifiers or artefacts to locate socio-cultural inclinations 
or political affinities.

Once you have captured the location/landscape/space, you will be 
required to create a 60-90 second film that communicates your 
group’s view/relationship/attitude/perception of the world/space you 
are exploring. You may use extra diegetic sound, voice over or special 
effects in constructing your short filmic responses to the space. Note 
your only restrictions are:

1. Length of the project has to be between 60 to 90 seconds 
2. Have to work in groups
3. You cannot move away from Constitution Hill
4. You are engaging with the politics of remembering – how you 

feel/interact/respond to the space should come through in 
your response

5. You will have to complete the entire process within 120 minutes
6. We will have 45 minutes for discussion for all projects during 

the final viewing



SUDIPTO ACHARYYA
The Deeply Personal is Deeply Political: New Voices in Women’s 
Documentary Praxis from Indian Subcontinent

This paper intends to look at two short documentaries (I am yet to see Delhi & 
Bare) and show how in these films personal and political are inseparable and 
the home is shrouded in the world. Furthermore the aesthetic has mutated 
from being nebulous to sharply self-reflexive and discursive in it’s scope. The 
intellectual labour of several decades of art practice in documentary seem to 
have sublimated in these two works. 

This paper wishes to argue that through recourse to heterotemporality 
the film creates a disruptive narrative that not only politicises the 
personal but stands squarely against the normative representation 
of the state that dovetails a ‘conflict-ridden’ present time with a 
‘golden’ past. The continuum of history is essential for the official 
historiography and for the artist it is the rupturing of the continuum 
that creates possibilities ad infinitum. It is in the gap between the 
images, between the on-screen and off-screen realities, between to 

Sudipta Acharyya has studied cinema at FTII Pune, with specialization 
in Direction(1997-2000). He has completed his MA in Film Studies 
from Jadavpur University, Kolkata.

His Diploma film HARBOUR LINE is part of NO MASALA 
TOURING FILM FESTIVAL in Germany. It was exhibited at the Asia-
Europe Short Film Festival-2007, Washington DC, organised by 
Indian Embassy. 

His first independent production is Weekend Chill, a digital film made 
with crowd fund. He has directed several short films & one feature 
length film for television and other institutions. 

Sudipta has a long engagement with teaching Cinema in various 
institutions like Satyajit Ray Film & Television Institute (under I&B 
Ministry), Roop Kala Kendro(Kolkata), Kolkata Film & Television 
Institute and Center for Film & Television(Allahabad University). 
Presently he is serving as a faculty in the Direction and Screenplay 
Writing Department of Film and Television Institute of India(Pune). 

temporalities that the audience is invited to actively participate rather 
than constructing a forgone unanimity about a perennial moral/
ethical issue. 

Both these films shrug off the scopic as the sole bearer of reality/
actuality and instead uses the autonomy of the aural to arrive at a 
counter-discourse. Coming from a cultural terrain where Shruti (that 
is heard) as a sacred text permeates traditional art practices and 
performances, the films break free from their post-coloniality and 
construct a self that opposes normative mode of representation. 



DEB KAMAL GANGULY 
Narrative Cinema as a ‘Spatial Form’: Pedagogy towards Found 
Fictions, Embedded in ‘Places’

The proposed paper, articulates through some examples of Indian 
cinema and world cinema that there are significant attempts to 
approach narrative cinema where the felt/imagined pulses from the 
real space play more important role than the seamless narration of 
the film. Often in those works, the audience encounter a qualitative 
difference of cinematic experience in terms of ‘affect’ and ‘flow’– the 
pleasure of seeing an immersive story shifts to an appropriation of 
‘montage of spaces’ with different, and at times unexpected emotional 
ruptures and convoluted associations. 

The paper also presents the outcome of a recent pedagogical module, 
‘Location Study Tour’ related to screenplay writing for direction 
students, introduced for the first time at FTII, Pune. In that module 
the students were taken to an unfamiliar place and encouraged in 
free interaction with the spaces and and people there. Based on that 

Deb Kamal Ganguly, an alumnus from SRFTI (Satyajit Ray Film and 
Television Institute, Kolkata, India); independent filmmaker, video 
artist, media practitioner and researcher. Video work got published 
under special curator-ship from Lowave, Paris. Video art has been 
featured in the exhibition ‘Indian Highway’ and showcased in galleries 
of various cities of Europe and Asia. Video and film works done in 
the capacity of editor, script-writer and sound designer have been 
shown in competitive sections of various national and international 
festivals and received several awards. Presently, a faculty of Direction 
and Screenplay Writing in Film and Television Institute of India, Pune. 
Presented papers in various international and national seminars and 
conferences on various themes related to cinema, Deleuze studies, 
visual art, interfaces of art practices, translation studies, collective 
memory, Bengal studies, Media studies etc. Also pursuing PhD 
on the theme of ontology of moving image from Center of Exact 
Humanities (CEH), International Institute of Information Technology 
(IIIT), Hyderabad, India. 

interaction and their experience they undertook some research to 
arrive at their own fictional ideas which are to be based exclusively 
in those spaces and characters need to be based primarily on their 
encounters of people there. 

Though there were some common experiential factors for every 
student, interestingly enough, their found fictions are significantly 
different, which can be attributed to their own dispositions to those 
spaces and characters, the quality of their lived time and the range 
of imaginations those might have provoked. The success of this 
pedagogical framework can be extended from script level to actual 
production of narrative films where the stories would be unearthed 
from the spatio-temporal embeddings of the spaces within places. 



DAMON HEATLIE
Idea or Premise? Finding the right approach 
to starting a screenplay

Having taught screenwriting for over a decade, and having worked 
on a number of different screenwriting projects of my own, I am still 
preoccupied with the question of how best to start a screenplay in 
a classroom situation. While in my own experience, the individual 
projects have all to some extent specified their beginnings through 
their particular contexts, in a classroom context, one is obligated to 
take a group of students through a fairly standardised process of 
script development and deliverables. One of the first questions has to 
do with time – how much to commit to developing a good screenplay 
concept. The more time you spend on the high-level envisioning, the 
less time you have in a course for the ensuing stages of development. 
As an initial choice one also has to decide whether one is going to 
focus on a conceptual conversation around what it is the student 
wants to do and say with an initial story idea, or whether one is going 

Damon Heatlie, has taught at UCT, UWC, the University of Transkei, 
and guest lectured at Arcada University in Helsinki. He has an 
MA in Literary Studies (cum laude) from UCT and an MBA from 
Wits Business School, and is currently completing a Creative PhD 
(including a screenplay) on South African Indian gangsters during 
early apartheid.

Prior to lecturing at Wits, Damon worked in the local film industry as 
a producer, director, editor and screenwriter. Having produced over 
60 music videos (from Brenda Fassie to Mandoza), he also directed 
videos for such musical heavyweights as Hugh Masekela and Yusuf 
Islam (Cat Stevens). He has been nominated for South African 
Music Awards for these. Damon has produced several long-form 
documentaries for broadcast - these include Waiting for Justice (eTv, 
52 min, 1999), which won the Sithengi 1999 Best New Documentary 
Award, Phuzekhemisi (SABC, 52min, 2004) and Legends of the 
Casbah (72 min, 2012), which premiered at the Durban International 
Film Festival in 2012. He has worked and continues to be involved as 
a scriptwriter/script editor in feature film development and television 
dramas and has also directed short films.

Damon currently lectures in the fields of scriptwriting and directing, 
but also teaches in music video and film studies courses. His research 
interests include the profitability and sustainability of the South African 
feature film industry, scriptwriting and narrative theory, cinematic 
representations of history, auteur filmmaking, postmodernism and 
postcolonial theory.

to work more conventionally with working at the level of a logline, 
where the ‘concept’ is imbricated in a narrative logline or premise 
statement. Traditionally, the discourse of screenwriting has seen the 
‘controlling idea’ (or variants thereof) as a kind of narrative tool, an 
afterthought that distils the theme and guides the structure of the 
narrative, as a kind of ‘coming to consciousness’ of the screenplay. In 
this approach, the beginning stage of the writing process is seen as 
an unconscious or intuitive creative process, one in which ‘the idea’ 
is not explicitly visited until the narrative is under way. In the more 
conceptual, experimental approach, the idea is initially workshopped, 
with the story emerging as a secondary process, a vehicle for carrying 
the primary idea. In my script-planning ‘Concept Document’ I try to 
integrate and negotiate both of these positions – but perhaps one 
can’t have one’s cake and eat it? 



KENNETH KAPLAN
Circle of Conflict: Creative problem-solving 
for writing the dramatic scene

The screenwriter employs many tools for creative problem solving 
through a range of applications in writing a dramatic screenplay. 
Some of these tools are learnt or inherited from other screenwriters 
or through canonized texts. As the screenwriter progresses in their 
craft and practice, they innovate ways to personalize these creative 
tools and adapt them to their own working methods. Over the course 
of writing episodic television drama and narrative feature films, I have 
bent the most useful of these processes to my own methodologies. 
These have been useful in teasing out broad thematic considerations 
and in character development, in testing dramatic conceit, as tools for 
story-lining, in overcoming structural considerations, as well as, for 
crafting step outlines and beat sheets. Throughout this multi-layered 
process seemingly conflicting ideas must be reimagined, reconciled 
and sometimes rejected to serve character, story and central 
dramatic questions. At the core of the screenwriting craft is the 
concept of visual storytelling which sets it apart from poetry, literary 
prose or playwriting. Unlike its distant literary cousins, screenwriting 
does not offer the word as a final distillation of meaning or metaphor, 
but rather as a necessary (and frequently inadequate) intermediary 
in the process of realizing the moving image at both a textual and 
sub-textual level. This imposes its own set of criteria to which this 
presentation offers a response by considering an innovative approach 
to film education in tackling the basic building block of screenwriting – 
the scene. In teaching screenwriting in South Africa and in response to 
varying levels of proficiency in English fluency and contested literary 
traditions, I propose an approach to creative problem-solving relying 
less on orthodox texts, and more on diagrammatic representation in 
solving the dramatic scene. 

Kenneth Kaplan wrote, produced and directed the award winning 
cult horror film PURE BLOOD which received the Lucio Fulci Award 
at the 11th Rome Fanta Festival.  He worked exclusively in Television 
for ten years where he produced and directed various documentaries 
and narrative series for South African and international broadcasters 
including, 90 PLEIN STREET, HARD COPY and SCOUT’S 
SAFARI.  In 2010, Kenneth returned to feature films and produced 
SLEEPER’S WAKE, which premiered at the Durban International 
Film Festival in 2012 and was selected for Toronto and London BFI 
Film Festivals where it was nominated for the Sutherland Award.   
The film also received seven nominations at the South African Film 
& Television Awards including Best Film. He also co-produced the 
feature film, IMPUNITY, which received its world premier at the 
Toronto International Film Festival in 2014 and was in official selection 
at Durban and Stockholm International Film Festivals.     After 
completing his post-graduate studies overseas, he worked as a 
Field Producer for the Emmy Award-winning SOUTH AFRICA 
NOW, a weekly news program carried in 40 countries around the 
world and banned in South Africa for challenging the severe press 
restrictions imposed under the State of Emergency in the 1980s. 
Other documentaries and TV work he has directed include, THE 
LIFE & TIMES OF CHRIS HANI and the multi-season award winning 
reality series S’CAMTO GROUNDBREAKERS.  Kenneth holds a 
Masters in Fine Arts in Film & Television (New York University), BA 
(Hons) Archaeology (Wits), BA (Hons) Dramatic Arts (Wits). He is 
currently working on his Creative Arts PhD at Wits University



NOBUNYE LEVIN 
A Cinesonic Triptych

I will present and exhibit an experimental film called A Cinesonic 
Triptych (Nobunye Levin, 2017). The film’s exhibition will be framed by 
a cinematic, sonic and oral theoretical framework, which discursively 
introduces the film, its concepts, and the practices that informed its 
construction. 

A Cinesonic Triptych borrows from Kodwo Eshun’s notion of the 
“cinesonic” (2004: 41). The “cinesonic” emphasises an examination 
of the aural in relation to its filmic implications (Eshun, 2004). I am 
specifically concerned with the dialogical relay of sound and image 
as a strategy for the production of affect in cinema. I am invested in 
the construction of affect as a political and poetic device of cinematic 
expression. 

Nobunye Levin, is a lecturer, filmmaker and PhD candidate. She 
teaches in the School of Arts (Film and Television division) at the 
University of the Witwatersrand. Nobunye has a BA in Dramatic 
Arts and a MA in the field of Film and Television (with distinction). 
Nobunye’s films have been screened both locally and internationally. 
Thymesis (2008) was screened at the Next Reel International Film 
Festival (2010) in Singapore. While I am Saartjie Baartman (2009) 
was selected for the international competition section of the 56

th 

International Short Film Festival Oberhausen (2010) in Germany. It 
was also screened at the Durban International Film Festival (2010) and 
at the Cambridge African Film Festival (2015). Her writing on the film 
appeared in Gaze Regimes: Film and Feminisms in Africa (eds. Antje 
Shuhmann & Jyoti Mistry, 2015). Willful Walking (2017), which forms 
part of her PhD film project, was presented and screened at the 2017 
African Literature Association conference at Yale University. In 2014 
Nobunye was selected for a residency at the Zentrum für Kunst und 
Urbanistik (The Centre for Art and Urbanistics) in Berlin, Germany. 
Nobunye was also featured in the “200 Young South Africans You 
Must Take to Lunch” (2010), a yearly supplement that appears in the 
Mail and Guardian newspaper. 

Her research interests are diverse and often seek to explore the 
epistemic, poetic and political possibilities of experimental film 
practice. 

The film is comprised of three interlocking fragments that dialogically 
employ sound and image to produce the sensorial experience of 
a woman looking at various men amorously. In the film, the act of 
looking is about articulating the experience of “a woman who wants” 
(Maso, 1996: viii). Consequently, it explores ideas of desire, pleasure 
and appetite as expressed through a woman’s gaze. 

A Cinesonic Triptych enacts “the gaze” on both a visual and sonic 
level. Thus, sound itself has a gaze, a way of constructing a look 
(Akomfrah as cited in Eshun, 2004: 43). The interplay between the 
visual and sonic gaze is intrinsic to how the film seeks to explore the 
dialogical relation between sound and image as it works towards 
producing affect. 



CHIKE MADUEGBUNA 
Human Trafficking from the lens of Survivors

As part of our efforts to use film to drive conversations on social 
justice, poverty and corruption in Nigeria, we adopt research reports 
as input for film production. 

Most stories on human trafficking in Nigeria have focused on the 
politics and inhumane treatment of the vulnerable ones. Similarly, 
there’s need to tell these stories from an African perspective. We 
decided to embark on a different route of unveiling the drivers and 
effects of human trafficking. The key methodology was combining 
both investigative journalism and giving access to survivors to narrate 
their story (before and after the ordeal). It was both a research and 
a documentary film to guide our understanding of human trafficking 
in Nigeria. 

Chike Maduegbuna, is the CEO of Afrinolly Limited, which operates 
Afrinolly Creative Hub and Afrinolly Mobile Application. 

Afrinolly Creative Hub caters for filmmakers, mobile technology 
developers, animators and other creatives. It functions as “Where 
Technology Meets Art”. www.afrinolly.com. Afrinolly is the first 
African company to build Facebook Surround 360 camera. In 2016, 
Facebook’s CEO Mark Zuckerberg visited Afrinolly Creative Hub to 
tour the facility and interface with Nollywood. 

Afrinolly mobile application enables African movie enthusiasts to 
watch movies and music videos mobile devices. The app won Google’s 
Android Developers Challenge for Sub-Saharan Africa in September 
2011. 

Chike is also the founder of FansConnectOnline (FCO) Limited: a 
Mobile Application, Digital Marketing and Social Media start-up. The 
company built one of the largest football-based social networking 
website in Nigeria and also developed a geo-location application that 
won Samsung Mobile Application Developers contest in 2010.

Prior to starting FCO Limited, Chike worked at PriceWaterhouse-
Coopers before moving onto GRID Consulting Limited where he 
served as technical director. His wealth of experience cuts across 
Project Management, Financial Management and Human Resources 
for both private sector firms and International Development Orga-
nizations including UK Department for International Development, 
USAID, EU and DANIDA. 

He is currently on the board of LEAP Africa and holds a B.Sc in 
Economics from the University of Nigeria, Nsukka and M.Sc. in 
Development Management from the UK Open University. 



RICHARD NDUNGURU 
Film For Social Intervention 

The Department of Creative Arts, of the College of Humanities of 
the University of Dar es Salaam has for many years used Theater 
for Development practice to provoke the community to participate in 
their social development. 

This model has been used in many communities as a research model, 
where a group of theatre artists would enter a community, and live 
among the community and learn about the challenges and problems. 
Thereafter a day will be set to showcase the performances before 
the audience of stakeholders, who will be invited from the local and 
central government with regard to the issues that arise to provoke 
a dialogue. This module has been used and worked so well in many 
communities and hence Theatre has become a powerful tool for 
social mobilization. The Department has in the recent years adapted 
the same module of Theatre for Development, to produce Films for 
intervention. 

Group of students are dispatched into communities, they live among 
the members of the community as family members, during their stay, 
and they use the eye of the camera to capture the life of a particular 
person in his or her daily Chores and activities. This documents the 
livelihood of a community member, hence highlighting the life of the 
community and surfacing pressing issues through one member. The 
film is then taken for editing and later brought back to the community 
for viewing. Again, the Stakeholders and gatekeepers usually attend 
this Premiere. At the end a joker provokes them and leads them to a 
dialogue. It is this harmonious confrontation that leads to community 
development hence Film becomes a tool for community intervention. 
Such films has been used to address and advocate behaviour change 
in the community.

Richard Severine Ndunguru, is an instructor at the University of Dar 
es Salaam. Specialized in Film and Media studies. He has over 25 years 
of experience in the Film and Television Industry. He has participated 
in production of numerous award-wining movies. Mr. Ndunguru has 
participated in a number of film competition as a member of the 
jury and been mentoring up coming filmmakers, Scriptwriters and 
producers. Also Mr. Ndunguru has attended many Film production 
workshops as a facilitator at local and international arena, and has also 
worked as an Artist in residence during youth summer camps.

For over 20 years Mr. Ndunguru has been Tutoring At the University 
of Dar es Salaam at the Department of Creative Arts formerly 
The Fine and Performing Arts Department Under the College of 
Humanities. 

Mr. Ndunguru Also works as a part –timer With IAMCO (Institute of 
Arts and Media Communications) and TACCI Tanzania Community 
and Civic Initiative dealing with community civic education and Social 
Intervention through Film and Theatre.



SHMERAH PASSCHIER AND SHAMEELAH KHAN 
Towards Afrofuturist women filmmakers in Virtual Reality 360 
Cinema Collaborating on the integrated Circuit 

Afrofuturist women filmmakers working on the African continent are 
engaging the embryonic medium of Virtual Reality (VR) 360 cinema 
to construct a Female Future Gaze of Africa, that resists dystop ian 
visions reinforced by the Western, white, patriarchal, colonial, male 
gaze of yore. Virtual Reality is an equirectanglar; spherical-hemicube 
world building machine, with the power to immerse audiences in 
world changing fictions. Afrofuturist women VR filmmakers on 
the continent are refuting the notion that Africa is trapped in a 
socio-political recurring nightmare narrative that dictates the story 
of the “Third World” always playing catch up to the “First World”. 
If the future is determined by the past, how can we future-proof 
African filmmakers from the algorithm that would posit “Western 
enlightenment” as the universal source of knowledge and progress, 

Shmerah Passchier, has worked in film & television since 2000 
writing, directing & producing for MTV Base, travelling to 10 African 
countries shooting in Nigeria, Cameroon, Tanzania, Zanzibar, Kenya, 
Botswana, Angola, Mozambique, Uganda and Zambia. She has 
directed Music, Magazine & Reality TV & documentaries for SABC 
1, 2 & 3, as well as drama for Mzansi Magic. Her work includes a 
documentary on Nelson Mandela & the End of Apartheid for the 
Museum of the African Diaspora in San Francisco. Shmerah has 
an MFA in filmmaking, an MA in Anthropology & she is currently 
reading for a PhD in Virtual Reality at Wits. Shmerah is a lecturer at 
AFDA.

Shameelah Khan, is a documentary filmmaker/researcher based 
in Johannesburg, where she graduated from the University of 
Witwatersrand with two post graduate degrees, the first in Film, 
Visual and Performing Arts and the second in Creative Writing. She 
works as a junior lecturer and course administrator for the Production 
Course Department at AFDA University and is the co-director of a 
Digital Arts magazine called, Odd Magazine.

framing Africa to play the typecast part of the “primitive world, the 
developing world, the ancient world”? Afrofuturist women filmmakers 
are constructing a new myth designed to apprehend stereotyping 
and liberate Virtual Reality narrative and production from historicised 
repetition. This research adapts the hypothesis of Haraway’s Cyborg 
Manifesto (1991) to splice African identity into Virtual Reality 360 
world building cinema; to world new worlds, which create liberated 
futures. This talk will screen VR films from the African continent that 
affirm the Female Afrofuturist gaze. The talk will be followed by an 
industry expert led workshop where women filmmakers learn to seize 
the tools that have traditionally marked us as Other. This collaborative 
project will culminate with the production of a collective VR short film 
made by all participants.



AKIETOU SERAH 
Film Design in Local Realities 

Akietou Serah: Created in 1983 as part of the build-up of the 
Cameroonian television and thanks to the German cooperation, 
CRTV/IFCPA, then known as the Training and Development Centre 
(CFP), was devoted to provide training or refresher courses to 
the Cameroon Radio and Television’s staff. Two types of training 
were offered: Initial training and On-going training. The initial or 
certification training of two years in duration had two levels: 

- Level I,opens to holders of GCE Ordinary Level, or an equivalent 
certificate and trains Rehnical Assistants and Operating Officers.

- Level II, open to holders of Baccalaureat, GCE Advanced Level and 
graduates of Higher Education, and trains Senior Technicians and. 
Assistant Staff.

In early 2000s,with the liberalisation of the audiovisual space in 
Cameroon the CFP met the demands ofor aaudiovisual training 
at national and subregional, even Africa level, and became 
“CFPA:Audiovisual Professional Training Centre”.

Crowned with the status of Higher Technical Institute for Audiovisual 
Training, its modules were revised and its training offer was extended 
to all subjects of the audiovisual chain.

Following the September 2015 reform on Cameroon’s switchover 
to”all-digital”, a new mission was assigned to CFPA, which involved 
the preservation of audiovisual goods and services as a collective 
memory, as well as the storage of National aaudiovisual works. At 
the same time, the CFPA was renamed the Training IInstitute for the 
Preservation of the Audiovisual Heritage (IFCPA).

The configuration of our training institute, as well as the scheme 
and the short duration of studies leave no room for research as in 
a classical university. CRTV/IFCPA is intended to be more practical, 
with a vision which is much more oriented towards the mastery of 
audiovisual techniques, sometimes to the detriment of the aesthetic 
and artistic aspects, and this might be the weak point of our training 
institute. 

However, the teachings on film design (documentaries and fictions) 
insist on the consideration of local realities. Therefore, trainees in the 
Production subject are invited to create from an idea, a human interest 
story, but based on local or culturally rooted realities, a scenario which 
complies with professional standards.

This exercise aims to introduce the trainee producer to the concept 
of co-production which imposes humility, respect for others, and 
which must also develop in them the sense of compromise. 

Underpinning this exercise are prior lessons on dramaturgy, 
narratology, cinema semiology, history of cinema, history of art, 
African and Cameroonian cinema, script writing, as well as critical 
viewing of African.



DYLAN VALLEY 
The Foxy Five web series: “Woke” 
politics and participatory culture.

The web series as an online televisual form is a relatively new genre in the 
history of moving picture forms, and little scholarship exists on the topic. 
The web series as genre, with its DIY production and distribution, offers 
a level of creative and political freedom to filmmakers which is as yet 
unprecedented. In the context of the USA, we have seen the web series 
The Misadventures of Awkward Black Girl prove that the stereotypical and 
marginal representations of black women offered by traditional television 
were insufficient; the amount of YouTube views and audience subscriptions 
alone made big television networks sit up and take notice. The viral Internet 
success of this web series resulted in HBO commissioning a version of 
theshow called Insecure, which took Awkward Black Girl creator Issa Rae 
from an Internet celebrity to a bona fide TV star.

Dylan Valley, is an award-winning documentary filmmaker and 
is currently an Associate Lecturer in Film and Television at the 
University of the Witwatersrand in Johannesburg (WITS) He spent 
a year as a commissioning editor at the SABC and has directed work 
for Al Jazeera, SABC and independently. When he is not teaching at 
Wits, he DJs and is on the editorial board of Africa is a Country. 

In South Africa, a web series called The Foxy Five, created by Jabu 
Nadia Newman has tapped into the zeitgeist of current South 
African student politics, namely the narratives of decolonization and 
intersectionality. The web series features five black women who start 
an activist organization in the name of queer politics, feminism, and 
black consciousness. They talk openly about race and sexuality in blunt, 
confrontational and ultimately productive ways. By raising money 
independently and releasing episodes on Youtube. The Foxy Five is thus 
able to present a national counter narrative and a radical form of “woke” 
politics that is more representative of South African youth today.

YouTube represent a revolution and a shift in broadcast power 
structures, or do the traditional gatekeepers still control the markers 
of success in real terms? Who gets to benefit, and who really has 
access to the means of (online video) production?
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